Anton and Vale van der Merwe: reinterpreting Afro-Oriental studio ceramics traditions in South Africa by Steele, John
Anton and Vale van der Merwe: reinterpreting Afro-Oriental studio ceramics 
traditions in South Africa
John Steele
Walter Sisulu University, Department: Visual Art
Cambridge Street, East London, South Africa. 
E-mail: jsteele@wsu.ac.za 
Growing awareness of ancient Chinese Song and Yuan ceramics, amongst other Oriental traditions, 
by people with western connections such as Bernard Leach and Michael Cardew, in conjunction 
with influences from Japanese associates such as Soyetsu Yanagi, Kenkichi Tomimoto, and Shoji 
Hamada, (De Waal 1997, Harrod 2012, Kikuchi 1977, Leach 1976) has had many consequences. 
It spread a consciousness idealizing self-sufficient pottery studios where potters were in touch with 
all aspects of creating utilityware, largely from local materials for local use. Out of this emerged an 
Anglo-Oriental studio ceramic philosophy of form and practice, associated mainly with hand-made 
high temperature reduction fired ceramics. These ideas spread to South Africa in the late 1950s, 
and by the early 1960s local studios were being established along these lines. This studio ceramics 
movement grew exponentially in South Africa, initiating a phase of Afro-Oriental ceramics that 
remains a powerful way of life and visual arts influence. This paper seeks to explore aspects of Afro-
Oriental studio ceramics in South Africa, with particular reference to the Leach/Hamada/Cardew to 
Rabinowitz, and Van der Merwe lineage.
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Anton en Vale van der Merwe: die herinterpretasie van Afro-Oosterse studiokeramiektradisies 
in Suid-Afrika 
Die groeiende bewussyn van antieke keramiektradisies soos Chinese Sung deur mense met Westerse 
konneksies, soos byvoorbeeld Bernard Leach en Japanese medewerkers, Soyetsu Yanagi en Shoji 
Hamada (De Waal 1997; Harrod 2012; Kikuchi 1977; Leach 1976), het verskeie gevolge gehad. Dit 
het ‘n bewustelike geidealiseerde selfonderhoudende pottebakkerstudios versprei, waar pottebakers 
in voeling was met alle aspekte van gebruikswareskepping, grotendeels van plaaslike materiaal 
vir plaaslike gebruik. Hieruit het die Anglo-Oosterse studiokeramiekfilosofie van vorm en praktyk 
ontstaan, wat hoofsaaklik met handgemaakte en hoë temperatuur reduksie gebakte keramiek 
geassosieer word. Hierdie idees het na Suid-Afrika versprei in die laat 1950’s en teen die vroeë 1960’s 
is plaaslike ateljees op hierdie wyse gevestig. Hierdie studiokeramiek beweging het eksponensiaal 
gegroei in Suid-Afrika en het ‘n fase van Afro-Oosterse keramiek ingelui wat steeds ‘n kragtige 
lewenstyl en visuele kunste invloed is. Hierdie artikel poog om aspekte van Afro-Oosterse keramiek 
in Suid-Afrika te ondersoek, met spesifieke verwying na die Leach/Hamada/Cardew tot Rabinowitz 
en Van der Merwe afkoms.
Sleutelwoorde: Anglo-Oosterse keramiektradisies; Anton van der Merwe; Bernard Leach; Hyme 
                          Rabinowitz; Michael Cardew; Suid-Afrikaanse keramiek; studiokeramiektradisies.
Ceramic traditions worldwide have influenced trends in materials usage, form, and practice, thereby asserting situatedness of specific viewpoints and expressing singularities of experience, imbued with emplaced meaning arising from those heritages. There is a long 
history of implementation of some Oriental ethos embodied in what is becoming known as the 
Afro-Oriental studio ceramics lineage in Southern Africa. This is such a strong movement in 
South Africa, that in 2014 an exhibition dedicated to the works of 17 master potters creating 
ceramics in this mode was held at the prestigious Rust-en-Vrede Gallery in Durbanville. This 
exhibition featured works by Anton van der Merwe, Graham Bolland, Yogi de Beer, Paul de 
Jongh, John Ellis, Christo Giles, Ian Glenny, Digby Hoets, Nico Liebenberg, Garth Meyer, Chris 
Patton, Lindsay Scott, Steve Shapiro, David Schlapobersky & Felicity Potter, Andrew Walford, 
and David Walters. 
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A concurrent exhibition of works, in the adjacent Clay Museum, by early South African 
Anglo-Oriental exponents  Bryan Haden (1930 -), Esias Bosch (1923 – 2010), Tim Morris (1941 
– 1990) and Hyme Rabinowitz (1920 – 2009) (http://www.rust-en-vrede.com/anglo-oriental/, 
retrieved on 28th February 2014), ably served to encapsulate and display a cross-section of works 
created by most of the main potters of this tradition into one large show.
Ceramics by these 21 South African potters were brought together into a comprehensive 
exhibition because, in unique ways, they have worked in an Anglo-Oriental tradition that has 
become transformed into a local Afro-Oriental blend, usually based on the following main 
characteristics: Their ceramics are mainly subtly glazed, minimally decorated high temperature 
reduction fired utilityware, with an emphasis on understated but quality form (Watt 2012: 13). 
Other factors include that “materials were … [sometimes] sourced and blended by the potter, and 
forms were [mostly] achieved through repetitive throwing … and appreciation of the intrinsic 
qualities of a pot [usually] came via its utilitarian value” (Watt 2012: 13).
Emergence and main principles of Anglo-Oriental ceramics traditions
This way of thinking and creating ceramics in South Africa was founded upon early appreciation 
of some Oriental ceramics by British studio potters Bernard Leach (1887-1979) who had taken in 
Michael Cardew (1901-1983) as an apprentice. They, along with Leach’s Japanese associate Shōji 
Hamada (1884-1978) (figure 1), brought wider attention to “specific approaches to materials, 
processes, forms, ethics and aesthetics” embodied in the largely “harmonious shapes and 
monochrome glazes” (Watt: Opening address on 11th November 2014) and restrained brushwork 
and shapes seen in some Chinese porcelain of the Song and Yuan (figure 2) Dynasties, 960-1279 
(https://en.wikipedia.org/wiki/Chinese_ceramics, retrieved 28th February 2015). In this regard, 
Leach (1976: 24) proposed a yardstick for studio ceramics creation and appreciation based on 
truth to materials, processes and human input, which was in direct contrast to “symmetries and 
microscopic precision of mass production” evident in western ceramics at the time when he set 
up his St Ives studio in Cornwall in the 1920s. In the iconic “The Potter’s Book”, originally 
published in 1940, Leach wrote (1976: 24) that:
In all the greatest pottery of the world the natural limitations of both the material and the maker are 
accepted without question. In China the clays are often coarse and usually exposed, the glazes are 
thick, and crackled, and run, and occasionally skip, the brushwork is vigorous and calligraphic, not 
realistic and ‘finished’, the throwing and moulding are frank, and accidental kiln effects are frequent. 
Appreciation of such principles was echoed by the likes of Sōetsu Yanagi (1889-1961) 
who was a close associate of Leach in Japan, and became the Director of the National Folk 
Museum in Tokyo. He extolled “working with one’s hands, naturally and unselfconsciously, 
using local materials and traditional techniques to produce meaningful work for one’s fellow 
human beings” (cited by Watt 2012: 12). 
Yanagi also promoted what has become known as part of a mingei (De Waal 1997, Kikuchi 
1977) philosophy of ceramics practice that promoted “involvement and control by the potter in 
every stage of production. The potter conceptualised the work, dug the clay, formed and glazed 
and decorated [and fired] the shapes, and sold them mostly direct to buyers” (Watt: Opening 
address on 11th November 2014). This way of thinking became influential, and was given 
further substance with Leach’s (1976: 23, 24) eight “constructional ideas”:
The ends of lines are important; the middles take care of themselves.
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Lines are forces, and the points at which they change or cross are significant and call for emphasis.
Vertical lines are of growth, horizontal lines are of rest, diagonal lines are of change.
Straight line and curve, square and circle, cube and sphere are the potter’s polarities, which … [are 
worked] into a rhythm of form under one clear concept.
Curves for beauty, angles for strength.
A small foot for grace, a broad one for stability.
Enduring forms are full of quiet assurance. Overstatement is worse than understatement.
Technique is a means to an end.
Figure 1
Left: Bernard Leach, bottle; centre: Shoji Hamada, tea bowls; right: Michael Cardew, vessels 
(Leach 1976: Fig 71, Fig 70, Fig 24).
Figure 2
Left: Cover of this influential book features a Song Dynasty work (Photo: The author, of his own copy 
of the book, purchased in 1976).
Centre: Stoneware jar of Song Dynasty; right: Stoneware bowl of Yuan Dynasty (Leach 1976: Fig 67, 
Fig 8).
Thus the Anglo-Oriental studio pottery movement emerged in the United Kingdom, had 
influential practitioners, an underlying philosophy, and a plan of action aiming to produce “hand-
made pottery” created “individually on a small scale by a single person or a small studio team, 
whether for the express purpose of function or as aesthetic statement” (Watt: Opening address 
on 11th November 2014). 
Emergence of Afro-Oriental ceramics traditions in South Africa
The first studio potters to properly establish themselves in South Africa as reinterpreters of 
Anglo-Oriental principles were Esias Bosch, Hyme Rabinowitz and Bryan Haden (figure 3), 
all of whom were influenced by Leach and Hamada, as well as by differing contact occasions 
with British studio potters Cardew (Harrod 2012), Finch, Harry Davis and Kenneth Quick (Watt 
2012: 13), amongst others. Bosch, Rabinowitz and Haden set up their final studios - making high 
temperature reduction-fired stoneware and porcelain initially in wood fired kilns - respectively 
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in White River in 1961, Cape Town in 1962, and Gordon’s Bay in 1966 (Watt 2012: 13; and Watt 
http://www.artatworktoday.com/the-artists/esias-bosch/ as well as http://www.artatworktoday. 
com/the-artists/bryan-haden/, retrieved on 1st March 2015; De Klerk 2000: 15).
Esias Bosch, platter, Ronnie 
Watt collection
(Photo: R. Watt).
Bryan Haden, vessels, at 
Rust-en-Vrede Gallery, 
Durbanville, 2014 (Photo: 
H. Jansen van Vuuren). 
Hyme Rabinowitz, platter, Ronnie 
Watt collection (Photo: R. Watt).
Figure 3
To the influential threesome of Bosch, Rabinowitz and Haden must be added Tim Morris 
(1941-1990) and Andrew Walford (1942- ) (figure 4) as being amongst the founding fathers of 
reinterpretation of Anglo-Oriental principles in South African studio ceramics. They had both 
met with Hamada (Watt 2012: 13), on different occasions, while abroad. Tim Morris also came 
into encouraging contact with Rabinowitz in 1965 (Watt http://www.artatworktoday.com/the-
artists/tim-morris/, retrieved on 4th March 2015) and eventually set up his Ngwenya Studio in 
Muldersdrift in 1970. Walford had built his studio at Shongweni in 1968 (Wright 2009: 40) on 
a hilltop site overlooking the Shongweni dam and a valley “dotted with thornscrub, strelitzia 
and acacia trees, with a steep koppie rising straight out of the landscape” (Basckin in Wright 
2009: 7). Of these Big Five South African pioneer studio potters, it is only Walford who is still 
actively creating and exhibiting his high temperature reduction oil-fired ceramics. He recently, 
for example, exhibited in 2012 with Phil Rogers in Oxford, and also won a Gold award for a 
teabowl at the 2012 Mungyeong Chasabal Festival in South Korea, and exhibited there again in 
2013 (Walford 2013: 17). 
Tim Morris, platter, Ronnie Watt 
collection 
(Photo: R. Watt).
Andrew Walford, bowl, Ronnie Watt 
collection (Photo: R. Watt).
Figure 4
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My own experience of Walford’s way of working is that he brings a quiet, meditative 
confidence, underpinned by a wry sense of humour, to all clayworking tasks on hand, be they 
clay collection and preparation, throwing on a largely self-designed wheel, decorating with 
oxides and self-made glazes, and firing in a self-built kiln, through to unpacking the kiln, then 
marketing. When I first met him at his Shongweni studio in 1989 he commented, while watching 
me throwing, that I should stay calm and work slowly: sound advice which I have heard 
resonating throughout the intervening decades. All elements of his studio practice are under his 
personal control, underpinned by an ethos that combines quick and direct throwing and turning 
methods with rapid yet finely nuanced brushwork decoration motifs that, for example, “combine 
the carp and bamboo motifs of Japan with botanical references to Africa, his home” (Basckin 
in Wright 2009: 7). Furthermore, Baskin (In Wright 2009: 7) has observed that “while Leach 
and Hamada constructed the Anglo-Oriental tradition, Walford has invented a synthesis that is 
uniquely his own, in which elements of Far Eastern ceramic production methods and decoration, 
meld serenely with the natural presences of Southern Africa”. This sentiment is expressed most 
clearly by Walford himself, who said that his works 
are decorated with gigantic Japanese brushes and often include splodges of indigenous wood ash 
glaze and evanescent celadons or Chinese chuns which change with variations in light and season, 
echoing the ever changing light on the sandstone krantzes and fields of burnt sugar cane surrounding 
… [my] workplace. The natural colours on the pots are reminiscent of reflecting afternoon sun 
and shadows on the cliffs rising steeply next to my home (http://www.studiopottery.co.uk/profile/
Andrew/Walford, retrieved on 4th March 2015).
The Big Five pioneer South African studio potters continually worked towards 
reinterpretations of what had come before, finding out about local raw materials, and figuring 
out methods and techniques suitable for local conditions. Many of the mingei tenets remained as 
grounding philosophy, yet “South African potters specifically identified themselves with South 
Africa, and Africa, and expressed that identity in generous visual and tactile experiences springing 
from a reference world with a unique physical environment and a multi-cultural footprint” 
(Watt: Opening address on 11th November 2014). These pioneer South African potters thus 
“distilled what came before, subtracting and adding” to the “ways in which they developed their 
materials, techniques, forms and decorations [and firing styles, thereby resulting] in a distinct 
South African identity and visual vocabulary” (Watt: Opening address on 11th November 2014, 
citing Ian Calder). 
Hyme Rabinowitz and Anton van der Merwe
Of these Big Five pioneer potters, it is Rabinowitz (figure 5 who) has had the most significant 
influence on the lifestyle and work of Anton van der Merwe (Steele 2014a and b). Van der 
Merwe met good friends Rabinowitz and Bosch in 1976 at a Potter’s Association workshop in 
Cape Town. From that day onwards Rabinowitz became an “unobtrusive mentor, suggesting 
places to sell, making comments, instinctively understanding next steps, including the design 
for the woodfired kiln which is currently in use” at Starways Arts, in Hogsback, Eastern Cape 
(Van der Merwe interview 5th November 2013). This relationship strikes a chord for me. When I 
first met Rabinowitz in about 1979 at his Eagle’s Nest studio he was immediately ready to share 
technical information, and advised me to welcome repetitive tasks as a means to connecting 
with my intuition, and to always keep shapes and glazes simple.
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Figure 5
Hyme Rabinowitz, from 
Ronnie Watt collection (Photo: 
R. Watt).
https://www.facebook.com/pages/
Hyme-Rabinowitz-Potter-photos_
stream, retrieved 5th September 
2015.
Hyme Rabinowitz, at Rust-en-Vrede 
Gallery, Durbanville, 2014 (Photo: 
H. Jansen van Vuuren).
 
Other factors to have influenced Van der Merwe include Rabinowitz’s preference for a 
semi-open air studio in a country setting, and his “signature style … [which] features mainly 
functional domestic ware, mostly thrown on a [kick] wheel and [finished] in high fired reduction 
glazes with … nature based or abstract [brushed or poured] decorative designs” (Ann Marais 
in comments on the Hyme Rabinowitz 86th Birthday Retrospective Exhibition at the Clay 
Museum, Cape Town, in 2006). In an interview with Gail de Klerk (2000: 15) Rabinowitz said 
that he likes “to ladle one glaze over the other which creates interesting abstract patterns”, and 
that in every firing he includes some “test glazes” which reflect his lifelong quest to experiment 
and find new effects. 
Anton van der Merwe has internalized these and other influences, reinterpreting aspects 
of Afro-Oriental traditions in unique ways that have led to the establishment, since 1992, of a 
self-built semi-enclosed studio in the rural area of Hogsback. During the intervening years he 
has developed powerful throwing and glazing characteristics which are brought to fruition in his 
high temperature woodburn reduction-fired ceramics. In the early days at Starways there was 
no electricity, so he started out on a kick wheel and fired in a gas kiln. Now, through a process 
of slow growth, the studio incorporates two electric wheels and encompasses about 200 square 
metres of mostly enclosed space, and glaze firings are conducted in a two firebox downdraft 
40 cubic foot woodburn kiln with a huge nine meter tall chimney, which facilitates excellent 
draught.
Playing with fire
Van der Merwe’s utilityware (figure 6) is usually rapidly thrown using very coarse clay that is 
quite short because of the need for stand-up strength in the kiln. Handles and other functional 
additions grow organically from the forms, and do not dominate. As observed in a recent review 
(Steele 2014c) of his 2013 “Changing lifestyles” exhibition, Van der Merwe’s works often 
reveal an architectural quality that simultaneously urges pleasure both in use and as an item 
for contemplation. His works also convey a sense of having been created under circumstances 
recommended by William Morris, who believed that “good and beautiful art could only come 
through joyful labour” (Stevens 2008: 100). His shapes reveal strong design elements composed 
of multiple features which frequently reference and relate to softnesses and roundnesses 
apparent in the human form, while also staying true to a utilityware principle that such items be 
functionally efficient in domestic and other settings. 
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Figure 6
Works by Anton Van Der Merwe at the “Evolving Lifestyles Exhibition”, CVD Gallery, East London, 2013 
(Photos: Carrie van de Langenberg).
His forms are usually well balanced, quite flat, or upright and stable, with a clear centre 
of gravity, without extraneous embellishments and appendages. This structural style is in some-
ways a requirement for high temperature Cone 12 woodburn because the works are fired to the 
cusp of clay body melt and warpage that can happen because of clay softness achieved at top 
firing temperature. He also pushes the glazes deeply into liquidity and flow, usually way past the 
point where they merely melt and adhere to the clay body. One can see and feel that excessive 
melt of body and glazes are usually only a few short moments away. In fact, one of the defining 
characteristics of Van der Merwe’s reinterpretation of Afro-Oriental ethos is his encouragement 
of sometimes extraordinarily beautiful torrential and cascading glaze flow, often contrasted with 
bare clay that has been toasted by licking flames, thereby capitalizing on evidence of solid-fuel 
firing heat-work achieved. Woodash in some of the glazes, and also arising during the firing 
process itself, become incorporated into the clay body and glazes, creating random flashes of 
colour and texture.
Like Rabinowitz, Hamada, and many other potters before them, van der Merwe enjoys 
ladling, splashing and layering glazes, thereby achieving abstract colour zones that break away 
as well as blend and yield back into each other. When on their own, or combined with areas of 
deft brushwork or engravings usually inspired by interpretations of the natural environment, 
these sometimes riotously colourful parts stand out as purely exuberant celebrations of metal 
oxides and other earthy materials combining to create unprecedented ceramic surfaces (figure 
7). 
Group of four Forest Vases, left,  and teabowl, top, and low 
bowl by Anton Van Der Merwe at the “Evolving Lifestyles 
Exhibition”, CVD Gallery, East London, 2013 (Photos: Left: 
John Steele; right : Carrie van de Langenberg).
Anton van der Merwe, vessels, 
at Rust-en-Vrede Gallery, 
Durbanville, 2014 (Photo: H. 
Jansen van Vuuren).
Figure 7
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As was seen in the “Changing lifestyles” (Steele 2014c) exhibition in East London, Van 
der Merwe also manages to achieve silky fat white glazes, as well as deep bluish chuns, vibrant 
copper reds, gentle greenish celadons, and glowing black/deep brown tenmokus. He seeks out 
interplays between darkly strong iron tones and sharper, more brilliant colours achievable with 
copper, sometimes mediated by cobalt blue and other oxide colours, such as strong green from 
chrome. My current favourite ceramics are his “forest vases”, which are mainly fairly simple 
upright shapes that were altered while wet. These surface manipulations serve to highlight, 
amongst other features, the delightful qualities of soft malleability and on-the-brink-of-collapse 
characteristics of wet clay just prior to being taken off the wheel. The pushings and pullings 
exerted on these vessels reveal tool marks and surfaces that juxtapose spaces and angles in 
unusual ways, and create channels for glazes to accumulate and eventually run down.  
Anton van der Merwe’s daughter, Vale (figure 8), literally grew up inside her father’s 
various ceramics studios in Cape Town, and Gauteng. Despite this familiarity with clay she barely 
handled the medium for more than a decade after moving to Italy to complete her schooling and 
engage with tertiary education, partly in the field of History of Art. Upon her return to South 
Africa in 2008 she began working with clay at Starways Arts both as a way of life and means 
of earning an income (Steele, 2015: 48). Vale van der Merwe takes delight in the Afro-Oriental 
principles of being part of processes that include sourcing and preparation of own clay, and 
rates the value of repetition throwing of utilityware very highly, and revels in high temperature 
woodburn and the qualities that this reduction firing method impart to the ceramics. She is, 
in turn, nonetheless reinterpreting inherited Afro-Oriental legacies to suit her own interests, 
and is also actively engaged in handbuilding of items such as large floor vases, washbasins, 
and conceptual sculptures such as were featured in the 2011 “Lost Forest” exhibition (Steele, 
2015: 53). Furthermore, she is largely avoiding brushwork as a means of decoration, and is 
leaning towards simplicity of single-tone glazing contrasted with unglazed surfaces, thereby 
contributing to the establishment of her own identity within this vast ever-changing field of 
Afro-Oriental ceramics in South Africa. 
Figure 8
Vale van der Merwe utilityware , and group photo from left to right: Vale van der Merwe, 
Gwyneth Lloyd, and Anton van der Merwe, Hogsback, Eastern Cape, South Africa, 2014 
(Photos: Top left: Vale van der Merwe 2013; all others John Steele 2014 and 2015).
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Conclusion
The idea that studio ceramics created in South Africa under specifically Southern African 
conditions using local materials take on characteristics unique to the region, is not new. 
Furthermore, the Big Five South African Afro-Oriental studio potters not only needed to 
establish viable clayworking skills and ceramics workshops from scratch, they also needed to 
come to grips with using local clays and raw materials. Early trial and error experiments led very 
quickly to successful name branded potteries being established. Groundwork laid by the Big 
Five Afro-Oriental studio potters led to widespread interest and further significant developments 
in a process of localizing ceramics practice and growing knowledge of raw materials. 
One of the most important early studies of local raw materials that enabled South African 
studio potters to work effectively using these materials was Karin Boyum’s 1984 “Study of clay 
bodies and glazes for the South African Potter”. In my own glazemaking efforts, for example, 
I could now refer to Boyum (1984: 7-18) and understand, by means of chemical analysis, ways 
in which Edgar Plastic Kaolin from America, China Clay from the United Kingdom, and Serina 
Kaolin from South Africa differed, and make appropriate substitutions where necessary. Thus, 
a recipe that called for China Clay, or Cornish Stone, for that matter, no longer required those 
imported ingredients because local substitutions could be made from a well-informed point 
of view. Boyum’s (1984: 7-38) study also gave extensive coverage of local clays, and glaze 
recipes using South African materials. This information encouraged studio potters to localize 
their knowledge, as well as to go out and, for instance, establish their own clay sources, and even 
collect raw components such as feldspar and dolomite (Boyum, 1984: 39-46) that could help 
flux glazes, in particular ways, depending on desired results. 
Development of local knowledge about South African raw materials went hand in hand 
with establishment of individual stylistic traits. The ceramics tradition loosely expressed by the 
likes of Bosch, Rabinowitz, Hayden, Morris, Walford, and others after them, initially became 
known as the Anglo-Oriental tradition in South Africa, in recognition of the Song/Huan and 
Leach/Hamada/Cardew connection. This descriptor has been in general use for decades, to 
the extent that the 2014 Rust-en-Vrede Gallery Exhibition featured in this paper was billed 
as “Anglo-Oriental: connecting past to present” (http://www.rust-en-vrede.com/anglo-oriental/, 
retrieved on 23rd September 2015).
Yet, in informal discussions, and more lately in the media [see, for example http:// 
capeinsights.com/south-african-craft-art-tours-holidays/ceramics-tour/ which, on 3rd October 
2015, refers to an “Afro-Oriental ceramics master class with David Walters in Franschhoek”] 
there has been a trend towards taking greater ownership of our South African locality and 
characteristics for this strand of studio ceramics. This trend has resulted in the dropping of the 
Anglo part of Anglo-Oriental in favour of Afro-Oriental. Ronnie Watt, in his opening address 
for the 2014 Rust-en-Vrede “Connecting the past to the present” exhibition actively promoted 
the idea of Afro-Oriental as a more accurate and appropriate descriptor of this genre of South 
African ceramics. I wholeheartedly support this trend towards naming clarification, and hope 
that both the descriptor and potters currently engaged in creating such works will continue to 
gain Afro-Oriental traction. 
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